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CoPple[ity and $rticulations
I
This issue of ZoneModa Journal includes a series of contributions and reflections that substantially show
the complexity and articulation of the theme of fashion and cultural heritage, both nationally and interna-
tionally. Through specific skills and multiple research approaches, the authors of the essays highlight how
it doesn’t exist only one type of cultural heritage, but how different types of research, multiple methods,
and multifaceted documentation contribute to creating an articulated and complex vision of fashion her-
itage, as shown on epistemological-gnoseological level. In this direction, in fact, it can be said that in order
to speak significantly about the cultural heritage of fashion it is necessary to assume multiple perspective
visions, and at the same time a direction of thought where the proteiformity of the fashion phenomenon
is recognized as a fundamental trait, as Malcom Barnard has well summarized:
There is no one set of ideas or no single conceptual framework with which fashion might be
defined, analysed and critically explained. …Rather, there are theories about fashion or, to put
it another way, there are fashion theories. What one finds is that various and diverse academic
disciplines apply themselves or are applied to the practices, institutions, personnel and objects
that constitute fashion. … There are many academic disciplines, then, that take an interest in
the history, analysis, and critical explanation of fashion. Each discipline will have its own idea,
or theory, of what fashion is and of what sorts of activities count as analysis and explanation.1
In fact, the orientation to heterogeneity and the multifaceted phenomenology of fashion constitutes pre-
cisely the thematic structure around which the philosophy of fashion is consolidated in terms of heritage,
since, in the first place, the very definition of cultural heritage, in turn, is far from univocal:
Cultural heritage consists of cultural and environmental heritage. The cultural heritage is
represented by immovable and movable things that present artistic, historical, archaeological,
ethno-anthropological, archival and bibliographic … interest and the other things identified
by law or according to the law as testimonies having value of civilization (Art. 2).2
Secondly, the orientation to history and to cultural phenomena, as a founding cornerstone of the philoso-
phy of fashion in terms of heritage, calls into question, among other things, the very relationship between
history and fashion.3 A relationship that basically consists of a wide variety of historical research classifi-
cations, whose documentation includes, among other things, also types of unconventional materials.4 In
this regard, it must be emphasized that themateriality of fashion documents leads us to go beyond the con-
ventional diversification of archival, library and museum materials.5 With regard to all this issues, Maria
Giuseppina Muzzarelli, in general, notes that:
In the field of different kinds of history, the history of fashion encounters obstacles to estab-
lishing itself and sharing rules of prestige. The reflection on fashion has been for a long time
1. Malcom Barnard (ed.), Fashion Theory. A Reader (London-New York: Routledge, 2007), 7–8. Vedi Malcom Barnard (ed.),
Fashion Theory. An introduction (London-New York: Routledge, 2014); Daniela Calanca, “Moda e patrimônio cultural
entre imaginários sociais e práticas coletivas, na contemporaneidade”, in Revista de História USP Departamento de História
Faculdade de Filosofia, Letras e Ciências Humanas Universidade de São Paulo (2018) (in press). See also Susan B. Kaiser,
Fashion and Cultural Studies (London: Bloomsbury, 2012); Heike Jenns, (ed.), Fashion Studies: Research, Methods, Sites
and Practices, (London-New York: Bloomsbury, 2016).
2. Daniela Calanca, Storia sociale della moda contemporanea (Bologna: Bononia University Press, 2014), 17–47.
3. Cf. Calanca, “Moda e patrimônio cultural entre imaginários sociais e práticas coletivas, na contemporaneidade.” See also
Maria Giuseppina Muzzarelli, Giorgio Riello, Elisa Tosi Brandi (eds.), Moda. Storia e storie (Milano: Bruno Mondadori,
2010); Emanuela Scarpellini (ed.), “Fashion Studies. La moda nella storia”,Memoria e Ricerca, n. 50, (September-December
2015).
4. Cf. Muzzarelli, 3–ss.
5. Alessandra Citti, Marina Zuccoli, “Le molte biblioteche della moda: ricondurre a unitarietà un panorama diffuso”, Bib-
lioteche oggi, vol. 33 (March 2015), 51–7.
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the prerogative of art historians who, apart from some laudable exceptions, have indeed “dis-
covered” the dress within the pictorial representation, but have not dived in it, they have not
extracted it from the picture and placed on the table as an object of scientific study placing it
completely in its history category and striving to question or also only calling into question
other sources.6
Also because, in fact, Muzzarelli explains:
Adress is not just a dress but the intersectionof a series of trajectories, just like ahistorical event,
small or big. The dress (or the accessory or the jewel) is “something” thatmaterializes at a given
moment for a series of circumstances. It is amatter of reconstructing asmuch as possible using
different methodologies of sources and under the grazing fire of numerous questions. It is a
matter of overcoming descriptivism and of giving the idea of perspective and context, it is
a matter of inserting fashion into history, of using fashion to capture changes, to use it as a
mirror reflecting social, economic and political conditions.7
In this direction, the central point is that the history of fashion is not only the history of clothing and
accessories, that is, the history of material objects in and of itself. But it is also and above all, the set of
social, theoretical and practical suggestions linked to fashion phenomena, which are transmitted from one
society to another, in a specific historical context.8 These studies related to the fashion phenomena, si-
multaneously include laws, institutions, trades, consumption, markets, aesthetics, economic productions.
And in this respect, similar studies and similar historical analyzes require the simultaneous consultation
of heterogeneous documentary complexes, often conceptually and physically distant from each other.9
Moreover, in the current state of historical studies of social history of contemporary fashion, for example,
a corpus of structurally organized data and knowledge, either in paper form, or through the application of
new technologies for the human sciences, does not exist at national level.10
II
Not only. All this is affected by a series of problems concerning the more general reflection on the descrip-
tion of cultural heritage.11 In this sense, conservative practices, methodologies of description, inventorying
and cataloging of cultural heritage, with the introduction of the computer and Internet, as Stefano Vitali
observes, have experienced a simple and pure transposition in a digital environment.12 A transposition,
therefore, that has not contemplated radical innovations.13 Specifically, since at least 20 years, explains
Vitali, in the archives world, for example, there are discussions about the possibilities “of convergence be-
tween different methodologies and different approaches to cataloging, inventorying and describing cul-
tural heritage from different professions dealing with this heritage.”14 These reflections have met, and vice
versa clashed, with similar reflections or initiatives undertaken in the field of libraries, and with less force,
6. Cf. Muzzarelli, 14.
7. Cf. Muzzarelli, 10.
8. Daniela Calanca, “Conservaçao e valorizaçao do pátrimónio da moda. O papel social da pós-história,” Visualidades, UFG, (v.
11, 2013) n. 1, 99–107; cf. Calanca, Storia sociale della moda contemporanea; Daniela Calanca,Moda e immaginari sociali in
età contemporanea (Milano: Bruno Mondadori, 2016).
9. Cf. Calanca, Storia sociale della moda contemporanea; Daniela Calanca, “A història social da moda contemporânea em
arquivos digitais”, in Museus e Moda: acervos, metodologias e processos curatoriais, ed. Marcia Merlo. (São Paulo: Estaçao
das Letras e Cores, 2016), 75–89.
10. Cf. Calanca, Storia sociale della moda contemporanea.
11. Stefano Vitali, “Descrivere il patrimonio culturale: intrecci, condivisioni, convergenze”, Ministero dei beni e delle attività
culturali e del turismo Istituto Centrale per gli Archivi - ICAR, ottobre 2017, http://www.icar.beniculturali.it/index.php?id=
105.
12. Cf. Vitali, “Descrivere il patrimonio culturale: intrecci, condivisioni, convergenze”.
13. Vitali.
14. Vitali.
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even in that of museums or other sectors. In this sense, the need to question ourselves is increasingly be-
coming more common in order to verify the possibility of combining practices and knowledge developed
in other sectors. And this above all because we are dealing with a “cultural heritages of a new type (or of
an ancient type re-emerging with the crisis of modernity)”, which show how:
The boundary lines are increasingly jagged, uncertain while the use of traditional disciplinary
approaches, even when transposed in a digital environment, recalls the need to problematize
the foundation of rigid separateness, to explore new paths, to carry out exchanges and con-
taminations.15
In this context, further, the need to clarify the difference between descriptive archival web and commu-
nicative archival web, as Federico Valacchi underlines.16 And here the basic question that Valacchi him-
self expresses is: “On what aspects should communication aimed at valorization insist?.”17 The archives
are transversal informative entities, which enjoin to consider multiple purposes.18 Moreover, underlines
Valacchi:
The value of the archives lies in their informal transversality, in the kaleidoscopic range of op-
portunities for the use and interpretation of their contents. [...] The archive is an instrument
of memory and of a memory that becomes as articulated as the curiosity of the users who
approach it.19
In Italy, the three-year project “Fashion Archives of the 1900s”, aimed at recovering and enhancing the
heritage of Italian fashion preserved in the twentieth century archives, assume a specific relevance in terms
of fashion heritage.20 Elaborated by the Italian National Archives Association, which coordinates it, the
project is carried out in collaboration with the Directorate General for the Archives of the Ministry of
CulturalHeritage andActivities and the copyright of theMinistry ofCulturalHeritage andActivities.21 By
involving numerous institutions, the project becomes the “spokesperson” of a cognitive and conservative
need towards an inheritance, and an identity, at risk of dispersion, but a fundamental element today for
the promotion and innovation of the made in Italy.22
Because of this, the central point of the project is represented by the “Archives of fashion in the twentieth
century” portal, promoted by the Directorate General of the Archives of the Ministry of Cultural Her-
itage and Activities, officially inaugurated on November 14, 2011, at the State Archives of Rome.23 The
Work in progress portal, divided into 8 sections, is intended to be implemented through the contribution
of an increasing number of archival complexes and producers, even if a systematic exploration of fashion
archives has led, and inevitably leads to results that are not uniformly distributed on the national terri-
tory.24 On the other hand, at international level, for example, the Europeana Fashion: Discover Europe’s
Fashion Heritage project takes on significance; a project started in March 2012, a network of 22 partners
from 12 European countries, representing numerous fashion institutions and collections, such as Victoria
15. Vitali.
16. Federico Valacchi, “Comunicare il valore degli archivi: il sistema archivistico nazionale,” in Il Capitale culturale, Studies on
the Value of Cultural Heritage, V (2012), 145–162.
17. Valacchi, 146.
18. Valacchi, 146.
19. Valacchi, 146.
20. Cf. Calanca, Storia sociale dellamoda contemporanea; MauroTostiCroce, “Unportale per lamemoria dellamoda”,Digitalia.
Rivista del digitale nei beni culturali, VII, (n. 1, 2012), 89–105; Mauro Tosti Croce, “I portali tematici come strumento di
divulgazione del patrimonio archivistico”, Digitalia. Rivista del digitale nei beni culturali, VII, (n. 2, 2012) 40–53; Mauro
Tosti Croce, “Thematic Portals: Tools for Research and Making Archival Heritage Known”, Journal of Modern Italian
Studies, vol. 20, (2015), n. 5; cfr. Valacchi, “Comunicare il valore degli archivi: il sistema archivistico nazionale.”
21. Cf. Calanca, Storia sociale della moda contemporanea.
22. Calanca.
23. Calanca.
24. Calanca.
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& Albert Museum (UK), Les Arts Décoratifs (FR), Emilio Pucci Archive (IT), Museo del Traje (ES).25
Nonetheless, the projectWe wear culture assumes specific importance, an online project of Google Arts &
Culture, available on app for iOS and Android, from June 2017.26 A digital archive with over 30 thousand
clothing items, the project is carried out by over 180 cultural and fashion institutions, and among the Ital-
ian institutions involved are Fondazione Ferrè, FondazioneMicol Fontana, Museo Ferragamo, Museo del
tessuto di Prato.27 Last but not least, along this line, with a significant impact, in national historiographical
context, the lack of studies on the historical and cultural significance that has characterized, and founded
as well, the concept and the concepts of the historical and cultural heritage of fashion in contemporary age,
from the early nineteenth century until today.28 And yet, in the social dimension, also the fashion heritage
concerns primarily the legacy that is transmitted from one generation to the next: it is the set of principles
and values that give meaning to everyday life, to the daily way of dressing. Also because heritage is, above
all, a fundamental part of the historical sense, whose meaning consists, as Hans Georg Gadamer states, in
the act of:
Thinking expressly on the historical horizon that is coextensive with the life we live and that
we have lived …. Everything brings living tradition, on the one hand, and historical research
on the other, eventually forms an effective unity that can not be analyzed, if not as a plot of
reciprocal actions.29
Hence, on this basis, within the strong heterogeneous phenomenology that characterizes the theme of
fashion and cultural heritage, in this issue of the Journal, there is a threefold thematic subdivision of the
essays, which starts from reflections on the traditional places par excellence for the preservation of fashion
documentation, as well as for its enhancement, such as the archives and public and private foundations
(N. Fadigati, M. Soldi, B. Niccoli, S. Mazzotta). Further examining, the relationship between the concep-
tion of the formation of the perspective that each nation conceives of its own heritage and the study of
the binomial heritage-creativity, some fundamental implications are analyzed, between past and future, as
well as the economic exploitation of the fashion heritage itself (L.N. Garcia, O.K. Pistilli, P. Maddaluno).
Moreover, the historical reconstruction of some national and international case studies, developed in the
chronological period between the modern age and the contemporary age, contribute to the configuration
of the protean nature of the elements that help to found, essentially, the theme of the cultural heritage of
fashion (P. Urbani, Musella Guida, M. Franceschini, I. Papushina, R. Abramov, R. Fratton Noronha).
Cultural Heritage and Fashion CoPpanies
I
In the hyper-competitive world of the 21st century global economy, cultural contents, including the en-
hancement of historical heritage, are by now considered fundamental for the generation of economic value.
If the quality of the products remains an important element for consumers, the perception of quality as
well is linked to the narration of quality itself rather than to an objective perception of it.30 The cultural
element becomes significant above all for the so-called “creative” industries, that is, those that respond in
the first instance to non-cultural functional imperatives, but for which cultural contents have represented
- and are increasingly representing - a relevant segment in the creation of the value chain. Although we
25. Calanca.
26. https://artsandculture.google.com/project/fashion.
27. https://artsandculture.google.com/project/fashion.
28. Cf. Calanca,Moda e immaginari sociali in età contemporanea.
29. Hans Georg Gadamer, Il problema della coscienza storica (Napoli: Guida Editori, 2004), 11–46.
30. Pier Luigi Sacco, Le industrie culturali e creative e l’Italia: una potenzialità inespressa su cui scommet-
tere, http://www.ilsole24ore.com/pdf2010/SoleOnLine5/_Oggetti_Correlati/Documenti/Cultura/2012/11/industrie-culturali-
creative_sole24.pdf (May, 30 2018).
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can define the fashion industry as a “sui generis” creative industry, because creativity combines with all the
processes of the textile-clothing production chain,31 fashion, as well as design, is fully part of the cultural
industries.32
For fashion companies creativity is associated bothwith cultural capital, fruit of the creativity of past gener-
ations, andwith the artistic production of present generations, but alsowith the sphere ofmaterial culture,
an expression of territory and communities. The fashion system is based on a historical experience, on the
accumulation of knowledge through different generations of creatives and on district industrial systems.33
For theproductionof goodswith “high symbolic value”,which include theproducts of themost renowned
fashionbrands, the company cultural heritage is thus a fundamental part ofwhatmarketingdefines as prod-
uct concept, that is the totality of the tangible and intangible contributions, where the latter contemplate
direct values such as the immediate conferral of status linked to the asset, but also indirect values that the
company is able to communicate to the consumer through brand policy.34 In the latter case, a key role is
played by the heritage that constitutes for the fashion companies an emotional bond with its customers as
through experience and tradition the quality of the product, its value and its positioning in historical key
are recognized.35 This is why the storytelling, and therefore the adoption of a precise historical placement,
is an integral part of modern branding and companies with a strong cultural heritage shed positive light
on their present and their future.36
II
The tools available to evoke the company historical heritage are the historical archive of the company and
the museum of the company. In Italy the first historical archives and company museums were created in
the eighties of the last century, and they increased in the following two decades. According to Istat data,
in 2011 the company museums - or industrial ones - present in Italy amounted to 85 over the total number
of 3,800 museums in the country.37 Among them, there are many museums of fashion companies where,
thanks to the conservation and enhancement of documents, iconographicmaterials, objects, products and
machinery, we can find the story of the company and its protagonists. The museum is therefore not only
a form of communication of the brand, but it becomes a real form of celebration of what the tradition of
the brand represents: exploiting tradition to create “depth”, bypassing the pure commercial sphere, and
strengthening the affinity with the public and enhancing its own image.38 Two emblematic cases, in this
sense, are the Ferragamo Museum, inaugurated in 1995 and housed in the medieval Palazzo Spini Feroni,
in the historic headquarters of the company in Florence, and the Gucci Museum, opened in 2016, also in
Florence, in Piazza della Signoria.
Some of the company museums and archives belong to the Museimpresa association, promoted by As-
solombarda and Confindustria. TheMuseimpresaAssociates are museums and archives of large, medium
and small Italian companies that have decided to invest in the enhancement of their industrial heritage,
making it available to the community.39 In fact, an important aspect of company archives and museums
31. For this definition, see the essay by Paola Maddaluno in this issue.
32. Stefania Saviolo, Salvo Testa,Le imprese del sistema moda: il management al servizio della creatività (Milano: ETAS, 2002).
33. Walter Santagata, Libro bianco sulla creatività. Per un modello italiano di sviluppo (Milano: Università Bocconi Editore,
2009). Stefano Micelli, Futuro artigiano. L’innovazione nelle mani degli italiani (Venezia: Marsilio, 2011), 1–42.
34. Fabrizio Mosca, Product concept ed heritage per i beni ad elevato valore simbolico (Torino: G. Giappichelli, 2015), 1–42; for
brand strategies of some business cases cf. Mosca, 235–52.
35. Valentina Martino,Dalle storie alla storia d’impresa (Roma: Bonanno Editore, 2013), 64.
36. Erica Corbellini, Stefania Saviolo,Managing fashion and luxury companies (Milano: ETAS, 2009).
37. Ludovico Solima, “Imprese e musei d’impresa. Dalla comunicazione storica all’immagine aziendale”, in Storia d’impresa e
imprese storiche: una visione diacronica, eds. Vittoria Ferrandino, Maria Rosaria Napolitano. (Milano: Franco Angeli, 2014),
434–51.
38. Cf. Mosca, Product concept ed heritage per i beni ad elevato valore simbolico.
39. https://www.museimpresa.com.
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is that they represent also a place of conservation and dissemination of an intrinsic cultural heritage in the
history of the territory where the companies have arisen, operated, or still operate.40 Company archives
and museums, as active witnesses of a specific economic and social fabric, belong therefore to the category
of cultural heritage understood as a heterogeneous set of historical memory, works and traditions, which
represent a tool to define the profile of cultural wealth and knowledge of a territory and, more generally,
of a country.41
III
Regarding specifically the company archives, the documentation in the fashion industry is certainly more
varied and widespread than the already well-structured company archives tout court. In addition to the
specific sources kept by the companies, it is necessary to consider the sources present in other places such
as cinematographic or photographic ones, kept in the audiovisual archives and film libraries.42 Moreover,
company archives often convey more archives derived from the confluence of several producers, caused by
various factors of legal transformation such as mergers, acquisitions, etc., which also cover rather limited
time frames and control different producers.43 This peculiarity requires a complex archival reading that
takes into account the entrepreneurial path of the company itself.
An important channel for information on the historical heritage of companies in the digital age is the use of
internet. In the field of fashion and textile industry there are several websites of some importance, among
which we mention: Gucci, which presents a timeline of the company from its origins to today; Salvatore
Ferragamo, which offers a company history and a section dedicated to the museum, with the collection
of his creations; Missoni, which contains a section dedicated to the company’s fifty years of activity, with
videos and photographs; Gianfranco Ferré, who proposes a virtual museum of his collections, with images
and videos; Benetton, which includes a “timeline” and somemovies, dedicated to the company’s forty years
of activity; Ermenegildo Zegna, which describes the history of the company and of the woolen mill, with
texts and related photo galleries.44
40. The UNESCO Conventions of 1972 (World Heritage Convention), and of 2003 (Intangible Heritage Convention), reflect in
a concrete way the profound change that the concept of cultural heritage has undergone in the last decades. In particular,
the 1972 Convention includes in the world cultural heritage “monuments, settlements and sites of historical, aesthetic, ar-
chaeological, scientific, ethnological or anthropological value”, to the point of including the “fabric of relations that has
historically defined the reference system of humans with other humans and with the environment”. Pietro. A. Valentino,
Anna Misiani,Gestione del patrimonio culturale e del territorio (Roma: Carocci, 2004).
41. Gaetano Golinelli, “Introduzione”, Patrimonio culturale e creazione di valore: verso nuovi percorsi, ed. Gaetano Golinelli.
(Padova: Cedam, 2012), XV; Adriana Di Vittorio, “Cultural Heritage territoriale e musei d’impresa. Le risorse ‘place-specific’
verso il bisogno di autenticità”, in Storia d’impresa e imprese storiche: una visione diacronica, eds. Vittoria Ferrandino,
Maria Rosaria Napolitano. (Milano: Franco Angeli, 2014), 397–418. It must be said that the cultural identity of the territory
has always represented a strong point in the construction of the company image. An emblematic example is the Richard
Ginori company, famous for the production of porcelain. In the second half of the nineteenth century the search for a posi-
tioning on international markets led the managers of the Tuscan factory to the decision to give a more precise connotation
to the trademark, which included in addition to the name of the factory also the place of production. A brand was created
with the label Manifattura Ginori a Doccia presso Firenze. Significant is the fact that in addition to the name Doccia (Sesto
Fiorentino), historical headquarters of the company founded in 1737, we find also the name of the city of Florence: a more
immediate facility of geographical recognition of the company in foreignmarkets with reference to a city rich in an ancient
and recognized tradition both in the field of craftsmanship and in that of art; an element therefore able to feed a positive
judgment among consumers, especially foreigners. CinziaCapalbo, PiaToscano, “TheRichard-Ginori company. How it con-
quered the international market while remaining a high level quality brand”, in Regionale Produzenten oder Global Player?
Zur Internationalisierung der Wirtschaft im 19. und 20. Jahrhundert. Rheinland-pfälzische Wirtschaftsgeschichte im
europäischen Vergleich, eds. Ute Engelen, Michael Matheus. (Stuttgart: Franz Steiner Verlag, 2018), 31–8.
42. Giovanni Luigi Fontana, “Archivi di prodotto e archivi dellamoda: questioni ed esperienze”, inModa. Storia e Storie, Bruno
Mondadori, eds. Maria Giuseppina Muzzarelli, Giorgio Riello, Elisa Tosi Brandi. (Milano: Bruno Mondadori, 2010), 234–46.
Please refer to this essay for an in-depth analysis of the problems related to fashion archives.
43. Antonella Bilotto, “L’archeologia del documento d’impresa. L’«Archivio di prodotto»”, inRassegna degli Archivi di Stato,
52 (2002), 293–306.
44. Amedeo Lepore, “La storia d’impresa in Italia e le nuove frontiere digitali: archivi e risorse telematiche,” Cultura e impresa.
Rivista on-line, 5 (July 2007), 1–75.
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From the point of view of historical research, a problem linked to the documentary use preserved in com-
pany archives and museums that belong to companies that are still active is that the fate of their historical,
and therefore documental heritage, is strongly linked to any changes related to circumstantial crisis, corpo-
rate restructuring or acquisitions, whichmay suspend, even if temporarily, themuseumor archival activity.
I9
The historical heritage of the companies of the Italian fashion system is also characterized by the presence
in several regions of abandoned textile factories, often of nineteenth-century origin, which do not tell only
the story of a single company, but the story of an entire territory and of different generations that helped
to create the productive fabric. Many of these factories, thanks to the success of industrial archeology, have
now become (or are becoming) sites of considerable historical-cultural importance inmany Italian regions.
In fact, industrial archeology was among the first scientific disciplines to deal with the tangible and intangi-
ble heritage of companies. Born in the fifties and sixties of the last century in England, in order to protect
the industrial heritage as a bearer of significant evidence of economic and social history, it began to take
hold in Italy from the seventies,45 finding a central role in the conservation,management and enhancement
of cultural heritage. The recovery of industrial heritage has allowed the enhancement of sites of extraor-
dinary historical and documentary value, which are also centers of initiatives and exhibitions of historical
and artistic interest. Among all, the former woolen mill Pria di Biella which preserves also a valuable his-
torical archive and, also in the Biella district, the “Fabbrica della ruota” (former Zingone woolen mill) in
Pray that, in addition to the various restored and operational textile machinery, hosts the Documentation
Center of Textile Industry which includes a rich specialized library and an archive consisting of 58 funds of
industrial origin.46 Finally, the Museo del Tessuto di Prato, today one of the major European institutions
dedicated to the enhancement of the ancient and contemporary fabric (the heritage documents the art of
the fabric from the early Christian era to the present day), which since 2003 has its headquarters in the an-
cient “Cimatoria Campolmi Leopoldo e C.”, a large nineteenth-century factory inside the medieval walls
of the city.47
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Finally, another important aspect of the cultural heritage of a company is represented by its foundations.
Created by many large luxury groups, the foundations go beyond the promotion of their corporate cul-
ture, with investments and broader initiatives in the artistic and cultural field in the context of Corporate
Social Responsibility. They also contribute to the protection and enhancement of the artistic heritage of
a country, fostering synergies with the community and the territory and promoting cultural initiatives:48
like the Fondation Louis Vuitton in Paris, created on the initiative of Bernard Arnault (LVMH group) in
2006,49 and the Fondation Pierre Bergé - Yves Saint Laurent, inaugurated in 2002;50 or the Fondazione
Prada in Italy, active since 1993,51 to name just a few. Many foundations are in fact real company muse-
45. Among the already vast bibliography on the subject, cf. Augusto Ciuffetti, Roberto Parisi,L’archeologia industriale in Italia:
storie e storiografia (1978–2008) (Milano: Franco Angeli, 2012); Peter Murphy, Patricia E. J. Wiltshire, The Environmental
Archaeology of Industry (Oxford: Oxbow Books, 2003).
46. Philippe Daverio (ed.), Sul filo della lana, Catalogo della mostra, Biella, April 21 - July 24, 2005 (Milano: Skira, 2005). http:
//cultura.biella.it/on-line/Welcomepage/EcomuseodelBiellese/Celluleeistituzioni/FabbricadellaRuota-Pray.html.
47. http://www.museodeltessuto.it.
48. Francesca Romana Rinaldi, Salvo Testa, L’impresa moda responsabile. Integrare etica ed estetica della filiera (Milano:
Egea, 2013). On the current reality of company foundations see Vittoria Azzarita, Come cambiano le fondazioni d’impresa,
http://www.ilgiornaledellefondazioni.com (published on: 14/02/2017). Furthermore, on the cultural foundations of luxury
corporations, see the essay by Sara Mazzotta in this issue.
49. http://www.fondationlouisvuitton.fr.
50. https://museeyslparis.com.
51. http://www.fondazioneprada.org.
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ums and archives. For example, the Fondazione Micol Fontana which preserves the great heritage left by
the Roman Atelier of the Sorelle Fontana, consisting of over 200 dresses ranging from 1940 to 1990, from
sketches, embroidery and accessories. There is also a library, a newspaper library and a photographic fund.
The Archive of the Foundation is a memory of the past, put at the service of future generations through
the organization of visits, seminars, exhibitions and cultural meetings. An example instead of a founda-
tion linked to the cultural promotion of the territory and the preservation of its historical heritage is the
Fondazione Famiglia Legler, a company that has operated in the province of Bergamo since 1875, creating
and leading the most important textile industry of the province. The Fondazione Legler, in addition to
maintaining an important historical company archive of the Legler cotton mill, holds also other historical
archives of textile companies, institutions, and private archives, and promotes initiatives for the develop-
ment of culture and training. It was flanked by another important Foundation already operating in the
area: the Foundation for the economic and social history of Bergamo, constituted by theChamber of Com-
merce and by themajor banks and industries of the Province. This has led to an integration between study
and historical research activities of the Foundation for the economic and social history of Bergamo and the
educational and cultural initiatives of the Fondazione Famiglia Legler.52
The fashion system, in all its facets of the supply chain, therefore represents a cultural heritage that contains
a historical, sociological, economic and, of course, artistic dimension thatmust be protected and put at the
service of the territory and research.53
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